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Rocking the Washington Monument, Subverting Capitalism:
The Punk Rock Subculture in Washington, D.C.
by Mike Addabbo
St. Mary's College of Maryland
Abstract
The punk subculture of Washington, D.C., proclaims a strong, anti-commercial, anti-consumerism, and anti-capitalism sentiment. Operating as a separate network of bands and listeners
from the major record labels of the U.S., the subculture attempts to challenge the role of profit
in musical production. The creation of CDs, T-shirts, and other commodities by the subculture
suggests otherwise, but through its independent network of bands, labels, and venues, these
commodities circulate at a lower cost than those within its parent culture. In emphasizing
artistic credibility over profit, the ideals of the subculture attempt to challenge those of the
profit-oriented music and fashion industries of mainstream America.

l ain't your money maker
I'll dodge your money scraper
You want me to give up my dignity
You want me to give up my conscience too
- The Crownhate Ruin, "Ride Your Ride"

Introduction
For over twenty-five years, the capitol of the United States has been home to a music-oriented
subculture. Labeled punk rock by most of its members, this subculture revolves around an interwoven network
of bands, independent music labels, activist groups, and musical audiences. However, as a subculture, punk
supersedes its attachment to music by becoming a way of life for its members-a way of life unique in dress,
rituals, and ideologies. It relies heavily on popular, MTV-influenced, mainstream American culture primarily
as a set of standards to react against; but, as a subculture, it cannot remain separate. Punk uses many similar
modes of communication and expression found in mainstream culture such as the Internet, CDs, records, and
flyers. Through these media, punk evaluates American ideals, creating its own ideologies that deal with topics
such as the role of capitalism in the music industry. Punk rock embraces music as a form of expression-not as
a vehicle for profit.
Do-it-yourself (DIY) stands as one of, if not the most, fundamental values that permeate the Washington D.C. punk rock subculture. Such a standard seems to adhere easily to the tough, working-class foundations
of America that emphasize individuality, fighting for your rights, and standing tall subculture seems to proclaim
a strong anti-consumerism, anti-capitalism, and anti-American sentiment. However, a deeper look into the
subculture's discourse, rituals, and ideologies does not expose an anti-American sentiment but instead reveals a
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different type of consumerism and capitalism that
stress the subculture's self-awareness as a group
reacting against mainstream America.
The Observing Participant
The research for this paper involved general
participation and analysis over three years, in which
the last six months focused on consumerism and
capitalism within the punk subculture. I have been a
quasi-active participant in this subculture over the
last five to six years and have thus experienced the
social interaction, symbols, and subcultun.tl standards
of punk firsthand. My interest in understanding the
punk subculture stems from my desire to grasp the
nature of American culture, whose immensity clearly
affects the rest of the world's cultures and thus serves
as an important starting point for any modem-day
social scientist. I have chosen the punk subculture
because I feel that because of its size and nature-a
nature that involves an intense self-awareness of its
own inner-workings and its relationship with its
parent culture-the subculture provides an interesting
setting in which a balance between pro-American and
anti-American sentiments exist. In this balance, the
subculture reveals much about the struggle of identity
that any subculture or subcultural participant must
face when confronted with American mainstream
culture and its values.
The majority of my fieldwork for this paper
took place within the city limits of Washington D.C.,
particularly at two nightclubs, several bars, and one
outdoor concert venue. The nightclubs are places
where punk concerts, commonly referred to as
"shows," talce place. Shows happen at these clubs
nearly every night of the week. The outdoor venue.
Fort Reno Park, plays host to an annual summer
concert series where local, punk, or indie1 bands
perform every Monday and Thursday. The bars often
serve as a meeting place. before or after shows, for
the members of the subculture who are twenty-one or
over and on nights when shows are not happening.
These bars often have a jukebox that features local
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bands or other bands that have played an inf1uential
role in the development of the Washington punk
subculture. Given that the show serves as the central
ritual for the members of the punk subculture, I spent
most of my fieldwork observing and talking to
participants of the subculture while in the show
context. However, because the show involves loud
music in the main stage areas, I conducted my formal
interviews apart from the show milieu.
During the last six months of ethnographic
research for this paper, I conducted several informal
interviews and three fonnal, extended interviews. I
attempted to interview two prominent bands in the
subculture, but both declined because of personal
and/or professional time restraints. Given the time
restraints of my analysis and the general demographics of the punk subculture, l conducted formal
interviews only with people that fit the dominant
(approximately sixty-five percent) ethnic and
economic group within the subculture-white,
middle-class males aged fifteen to twenty-eight My
informants, as well a~ my personal experiences, have
given me an abundance of information necessary to
observe, undersli:md, and analyze punk's structures,
symbols, and ideologies that permeate throughout the
subculture in the nation's capitol. This paper
describes the information I have discovered by first
looking at the clothing of the subculture; next at the
commodities produced and/or utilized by the subculture; and lastly at the relationship between the
commodities of the punk subculture with commodities of its parent culture.
As Angel a McRobbie points out, "most of
the youth subcu! tures of the post-war period haYe
relied on second-hand clothes found in jumble sales
and ragmarkets as the raw material for the creation of
style" (1997: 191). For the D.C punk subculture, the
thrifl store, which allows the participants lo purchase
their clothes at less expensive prices than a department store, serves as the key tool used in creating
authentic punk garb. Common fonns of dress found
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in the subculture, and purchased at thrift stores,
include: tight slacks or dress pants; dark jeans with
two-inch rolled cuffs; tight-fitting, colorful T-shirts
like those worn in youth sports and band T-shirts
(often made by bands themselves, or by the labels
that put out the band's musical releases); sweaters;
hooded sweatshirts; and New Balance, Saucony or
other similar brands of tennis shoes2 , and fashionable
dress shoes. When combined properly, these types of
clothing usually create a "retro" aesthetic that often
harks back to the fashions found in such movements
as the British Mod movement as well as other
European-influenced fashion trends. Punk's incorporation of such an aesthetic also reflects many of
today's fashion trends, only with a twist. Since
department stores, malls, and stores like The Gap
dictate current mainstream fashion trends, many
people within mainstream America purchase their
clothing from such stores at high prices. The main
causes for this type of consumption include the
prevalence of such stores in the American media, i.e.
in commercials and magazines, and within the
shopping centers and malls throughout the American
landscape. Further, unlike thrift stores where
shoppers have to seek out items to create a fashionable look, stores like The Gap already have it done.
Through the display of mannequins, posters, and with
the help of store employees, the current fashionable
standards bombard the shopper. At a thrift store,
these media do not exist. Thus, the twist that the
punk subculture places on fashion trends lies primarily in the creative efforts involved in shopping at
second-hand stores where the difference between
fashion and trash equals energy spent on sifting
through countless racks of clothing.
In the creation of this style, participants feel that their
clothing represents a unique type of fashion which, in
tum, creates a unique identity, "the wearing of
fashionable attire enables individuals to separate
themselves from their family, to develop a more
distinct identity and a more unique sense of self, and
yet to maintain an affiliation with the prestigious
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aggregate" (Rubinstein 2001: 206)- that prestigious
aggregate being the punk subculture. In this identity
that participants construct through fashion, they use
clothing as a tool to differentiate themselves from
non-participants, thus creating solidarity within the
subculture: "dress may serve as a public announcement that the group has declined to accept the ideas
or values of mainstream culture" (Rubinstein 2001:
14). Because of this uniformity, participants are able
to recognize other members of the subculture clearly
in non-subcultural spaces. Joseph A. Kotarba and
Laura Wells describe this phenomenon of collective
separation achieved through fashion:
They [punks] construct and play with
identities that most other adolescents would
not or could not consider. Their. .. fashions
are intended to set them apart from other
adolescents. As the children of middle-class
families, they have been given the sense of
self-worth and autonomy needed to display
individuality. The sociological magic of all
this is the way they exercise individuality
collectively. [1987: 408]
The ritualized nature of thrift-store shopping and the
wearing of punk clothes serve as the biggest factors
contributing to this collective separation or collective
individuality. Participants seek out particular stores
on a regular basis knowing that discovering the
correct outfit may take several trips. Further, once
the member finds one or more outfit(s) that fit the
subculture's standards, she or he must choose the
appropriate outfit for any subcultural ritual, particular! y the show. The importance surrounding all of
these decisions and identifications lies in the fact that
consumerism acts as the driving force. The participants of the punk subculture use money to purchase
goods at stores that participate in the American
capitalist system. However, this outwardly visible
manifestation of consumerism within the subculture
acts differently from the other, arguably more
important, artifacts consumed and produced by the
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subculture.
The Commodification or Punk
At the core of the punk subculture in
Washington DC. Iies a network of bands, record
labels, listeners, show venues, and record stores each
playing a vital role in the production and/or consumption of the centerpiece of the subculture: music.
In the documentary entitled Instrument (1999) about
Fugaz.i, a very active D.C. band involved in the
subculture, guitarist/singer Guy Picciotto describes
the way the subculture functions now. in comparison
to the earlier days of D.C. punk:
A !ot of the way the band works now is kind
of based on what we learned in the hardcore
scene of the early 80s. That was a time
when... kids were taking control of their own
bands, setting up touring networks across
the country, ... starting their own record
labels, putting out their own fanzines. It was
ba5ically kids creating a whole underground
without the interest or blessing of the music
industry. And it was motivated without any
hope for profit-it was really just fueled by
their own energy. [Cohen, 1999: Audio
Transcription]
In the same film, Ian Mackaye, also a member of
Fugazi and co-owner of D.C. ba,ed, indie-label
Dischord Records, offers an explanation for the
formation of this "underground:"
I have a lot of contempt for the record
industry and I don't particularly want to be a
part of it more than I have to... The fact that
we started our own label is proof of that, you
know? When you don't want to be a part of
something, you do it yourself. So, we did.
To exist... independent of the mainstream is
a political ... it's a political feat in my
opinion. [Cohen, 1999: Audio Transcription]
In this quote, Mackaye refers directly to one of lhe
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core values of the D.C. punk scene: do-it-yourself.
As a result of this DIY mentality, lhe subculture has
formed around a vast network, as described by
Picciotto, relying on the production of music in live
and studio formats. Once written, the music of the
subculture becomes the centerpiece of several modes
of communication including records, CDs. tapes,
zines (a.k.a. fan magazines or fanzines), web sites.
and the Ii ve performance Within these modes, the
commodification of punk occurs.
The Internet
The Internet facilitates communication in
the punk subculture more than any other means of
communication. Other forms have not become
obsolete-local. usually free papers, such as the
weekly distributed Wa~hington City Paper, still cover
the punk subculture, providing articles on bands as
well as club listings- but their availability and
coverage lack the extensive amounts of information
available on the internet. Originally, the punk
subculture used flyers and word-of-mouth as the
main sources for advertising shows or record re!eases. Flyers, though stil! an integral part of the
subculture, also lack the ease with which the Internet
provides information. The subculture uses the
Internet for show listings, release dates, zine pages,
record label pages, personal fan pages. message
boards, and the selling of musical relea8es, videos,
stickers, and t-shirts. As long as those responsible for
updating the websites keep them current (usually tile
big websites feature updates at least once a day)
participants with access to the Internet receive a
wealth of informatton concerning bands and the
scene. Further, with websites that feature messageboards or review sections, participants add their own
input to the subcultural news and information. They
post show listings, album reviews, pictures of bands
they may have taken, or any other news they may
hear about particular bands or the whole subcullure
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Zines
As a creative product differing from music,
zines give the punk subculture members an entirely
separate way to contribute to the creative production
of subcultural commodities. No set structure or rules
encompass the production of zines, but generally,
they involve band interviews, band photos, record
reviews, record advertisements, letters from readers,
and personal reflections on the punk subculture.
Zines, if not free, usually sell for only a couple of
dollars and are usually cheaper than mainstream
music magazines such as Rolling Stone, which sells
for $8.50 per issue.
Musical Releases
The production and distribution of records,
CDs, and tapes function as the largest economic
exchanges within the punk subculture. Most bands
record their music at the same group of punk-oriented
recording studios or they record at their own homes.
Oftentimes, labels will pay for the recording expenses. Otherwise, the band must pay for all recording and distribution expenses. After recording and
mixing the record, a label (or the band) pays to have
the records3 created. Most labels then do the
following with the releases: First, they make them
available for direct purchase either through mail
order or online ordering; second, by request as well,
the labels sell multiple copies to record stores; third,
some labels distribute promotional copies to college
radio stations and other types of non-commercial
radio; and fourth, labels give numerous copies
directly to the band to distribute on their own.
Generally, most purchases of records occur within
locally run record stores that primarily sell the types
of music found within the punk subculture. However, many participants purchase their records
directly from labels or the bands.
For many participants, the collecting of
records resembles a highly active hobby because
many releases disappear from label stock and store
shelves quickly. As Matthew Smith-Larhman
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explains, "independent labels do not have the
resources to compete with major labels in the areas of
manufacture and distribution, publishing, or promotion" (1996: 181). As a result, record labels often
produce a much smaller quantity of records than
major labels. Given the small proportion of people in
the subculture in comparison to those in the mainstream, one might assume that the availability of
records would never be an issue. However, when
labels release only one thousand copies of a single
record, their availability drastically decreases. If
such a case occurs, any participant desiring such a
release, especially one that came out at least a couple
of years prior, must frequently search the "used" or
"rare" bins of record stores across the city. If a
participant does not visit the record stores often, he or
she may lose the opportunity to purchase such a
record. 4
The practice of finding rare records becomes
highly ritualized. Participants will often shop at
record stores at least twice a month. In addition,
trading serves as a way to find records. Participants
will trade their rare records to a friend or acquaintance in order to receive a more desirable record.
Alternatively, if one refuses to sell or trade her or his
record, she or he may offer to make a tape of the
record or bum a copy of the CD to give away.

TheShow
As the most interactive ritual, the show
provides a setting where the most meaningful
economic exchanges occur within the punk subculture. At venues that charge for the musical performances, the economic interaction begins at the front
door. Participants enter and pay club employees
somewhere between five and twelve dollars (a price
considerably lower than most mainstream rock or pop
concerts which cost between twenty-five to seventyfive dollars). Much of this money will go directly to
the bands playing, in which the headlining band gets
the most. Depending on how much money the bar
makes, the club will take some of the money to cover
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its own expenses. Once inside the club, before and
during the performance, participants continue to
spend money by purchasing drinks and food. Again,
depending on how much the club-goers spend, it is
possible that the bands may receive more money
directly from the bar.
During and after performances bands set up
"mcrch" tables - tahles where they sell their own
merchandise such as records, t-shirts, and posters, as
well as related merchandise such as compilation
records (which feature many bands), 1jnes, and tshirts representing the label that puts out their
releases. At these merch ta.blcs, participants can
interact directly with the band members. Often, they
will tell the bands how much they liked the band's
performance or how much they like the band's
musical releases. Usually the band members eJCbibit
responsiveness and willingness to converse with the
show participants. Such interaction allows the nonband participants to feel a personal connection with
the bands. Since music-listeners often experience
music in a highly personalized manner-a manner in
which they feel bonds between themselves and the
musicians-the face-to-face interaction only heightens the experience. Buying a record directly from the
band, an interaction that may even include physical
contact such as a handshake, places much more
meaning on the purchase than buying a record from a
mall music store where the band could be thousands
of miles away.

and Mainstream Commodities
One of the higgest problems in trying to
define the ha.sic standards of the punk subculture, or
any group or subculture or larger culture for that
matter, lies in the fact that the subculture contains
groups of people trying to define their group and their
standards in their own way. There is no rulebook.
There are no judges. Stephen A Tyler describes this
as a collllllon problem of finite ethnography:
It is instead a failure of the whole visualist
ideology of referential discourse, with its
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rhetoric of' describing,' 'comparing,'
'classifying,' and 'generalizing,' and its
presumption of representational significance. In ethnography there are no 'things'
there to be the objects of a
description ... there is rather a discourse.
[1997: 257]
Tyler's conception of ethnography as a description of
"discourse" functions strongly in the analysis of the
punk subculture because much of what exists as
describable are the conversations between the
ideologies that circulate throughout the subcultureideologies that present themselves in the various
aspects of the subculture such as dress. consumption,
and verbal discourse. In this conversation, individual
participants and bands 5 extrapolate and apply those
aspects of the ideology that they see appropriate to
their own identity_ By looking into these conversatim1s one can then attempt to place meaning on the
rituals, fashions, and commodities produced within
the subculture.
The importance of seeing these ideological
conversations draws not from the variability of them,
bul from the potential, overall meanings they
communicate. In the punk subculture, the undcrlyiug
do-it-yourself theme varies from band to band and
from individual to individual. Some bands have
altcmpled to pill out releases on major labels. 6 Other
bands do not sell t-shirts or stickers. Some individuals only purchase their records directly from the
independent record companies, while others will
purchase them from mainstream music stores.
However, even though such differences exist, each
participant in the subculture seems to have some
affinity to the playing of, production of, and the
consumption of independent music, as well as certain
types of dress. In many ways, one could link this
affinity to what Sarah Thornton refers to as the
"tastes" of club cultures:
Club cultures are taste culnrres. The crowds
generally congregate on the basis of their
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shared taste in music, their consumption of
common media and, most importantly, their
preference for people with similar task~ to
themselves. Taking part in club cultures, in
turn, huilds further affinities, sociafo,jng
participants into a knowledge of (and
frequently a belief in) the likes and dislikes,
meanings and values of the culture. [1997:
200]

It is in these general tastes (which as Stephen Tyler
describes are a discourse rather than a collection of
objects} that the differences between the parent
culture and the punk subculture manifest themselves.
The very nature of a subculture explicitly
requires the existence of a parent culture. Subcultures arc not autonomous. They do not exist in their
own realm: "the subculture tends to be presented as
an independent organism functioning outside the
larger social, political and economic contexts. As a
result, the picture of subculture is often incomplete"
(Hcbdige 1979: 76). Subcultures, although differing
in some ways from the parent culture, cannot remain
separate. Albert K. Cohen describes this a~ the mml t
of our reliance on preexisting social standards: "Our
dependence upon our social milieu provides us with a
strong incentive to select our solutions from among
those already established" (1997: 47). Because of
this dependence, subcultures become intCIJ)retive
groups rather than revolutionary groups. Their
difference from the parent culture lies in the ways in
which they adopt the standards of the parent culture
and then twist it around for the purpose of a type of
social commentary. John Clarke, et al. describe this
process:
Subculture must exhibit a distinctive enough
shape and structure to make them identifiably different from their 'parent' culture.
They must be focused around certain
activities, values, certain uses of material
artifacts, territorial spaces etc. which
significantly differentiate them from the
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\\i.der culture. Hut, since they are sub-sets,
there must also be significant things which
bind and articulate them with the 'parent'
culture. [1997: 100]
This process of subcultural formation results in a sort
of dual identity or ambiguity that permeates throughout the subculture.
The punk subculture is no exception to this
dual identity. From the formal and informal interviews conducted, I found that some participants see
the punk subculture as a revolutionary group attempting to break down the system. Regardless of such a
~entiment, these individuals still participate in a
subculture that utilizes many cultural artifacts and
media of communicalion found within the parent
culture. In other words, the way in which it promotes
social change within-or at least reacts against-the
parent culture relies heavily on the preexisting
cultural artifacts of the parent culture. The difference
that separates the subculture from the parent culture
lies within the way it uses, purcha.,;es, and sells these
artifacts. Tue fashion and commodities within the
subculture come, in one way or another, from the
parent culture. CDs, tapes, records, thrift shops, and
nightclubs exist within the mainstream. The punk
subculture chooses to use these in a different manner,
a manner which one interviewee described as, "a
more aware type of consumerism." Such a statement
seems to stun up the role of consumerism in the punk
subculture.
According to another interviewee, "Punk is
supposed to be about community. The music should
be free for everyone. Older bands didn't even
copyright their music, but now they do and they sell
it too." Stephen M. Fjellman describes an irony
underlying this interviewee' s sentiment as !he
following, 'The world we live in is a world of
commodities. Our physical survival and our relations
with other people and with ourselves arc increasingly
mediated by the commodity form" (1992: 7). In the
United States, most cannot sun'ive without money,
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without corporations, and without the market in
which all of our necessities ex:ist. Further, many
human productions beyond those necessary for
survival such as artistic creations, also take on a
commodity fonn. Thus, the artistic creations of punk
subculture fall easily into the shape of commodities.
However, this takes nothing away from the meaning
of the subculture. The music may not be free as the
above quoted interviewee wishes, but it is available
in a manner different from the music produced in the
mainstream.
Further, much of the consumerism within
the punk subculture is about community as the
above-mentioned interview wishes. Ry purchasing
records directly from the labels or by shopping at
locally run music stores, the participants contribute to
their own community, both the punk and the !ocalavoidi ng at least some interaction with the mainstream industries. Similarly, by shopping at thrift
stores, which tend to be locally run and non-profit
the participants avoid commercial, profit-oriented
stores such as The Gap. The nature of the subculture
encourages its participants to partake in "thoughtful
consumption," not generally found in the mainstream.7
Conclusion
An often-quote.d song, Merchandise, by the
band Fugazi ex:plicitly describes the weariness of
capitalism felt throughout the punk subculture:
Merchandise keeps us in line/Its common
sense by design/What could a business man
ever want more/Than to have us sucking in
his store/We owe you nothing/You have no
controliYou are not what you ov.n [1990:
Track 4]
The anti-corporate message of this song emphasizes
taking control of the system by refusing to buy into
capitalism-a goal towards which the punk subculture has progressed. But, given the power of the
parent cullure, the punk subculture is far removed
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from the goal pronounced by Ian Svenonius (lead
singer of the band The Nation of Ulysses and the
:rvfake Up), "We don't want to be involved with the
United States and the structure that exists. I think
you have tu try as hard as possible to be underground
and not he assimilated.. The Nation of Ulysses
spells the end for life as we know it, society as we
know it" (Anderson, et al. 2001: 294). Svenonius'
sentiment reflects (in a somewhat comical, overstated
manner) the core intentions of the punk subcultureintentions that rise out of an elitist mentality common
to the subculture's participants. The punk subculture
views its style, its music, and its community as part
of a lifestyle that separates itself from its parent
culture by placing the subculture on a higher pedestal.
At the core of the subculture's elitist
mentality lies a distinction between art and profit that
attributes the nature of each to be mutually exclusive.
Unlike the billldS on MTV, who celebrate the role of
money in music, participants in the punk subculture
sec money as an unavoidable aspect of musical
production. Further, they see the pursuit of profit in
music as an encompassing lifestyle that undermines
artistic credibility because its main goal is to sell as
much as possible-not to make an artistic statement.
By paying five to seven dollars less per CD, ten to
thirty dollars less at shows, and by having intimate
contact with bands, members of the subculture feel
that they participate in a more meaningful lifestyle
than those in the :t:vITV mainstream
A noteworthy aspect of the separatist and
elitist attitude of the punk subculture lies in its
demographics. Its middleclass. well-educated, youthoriented nature suggests a link between the ease of
going against the system, especrnlly when they have
their parent's income to help them survive. One of
my interviewees. at the age of 22, stated that even
though he will attend law school, look for a more
mainstream job, and fall out of direct participation in
the subculture, his views on consumption, capitalism,
and art drastically changed because of the punk
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direct participation in the subculture, his views on
consumption, capitalism, and art drastically changed
because of the punk subculture (His plans for law
school include entertainment law, with the hope of
defending companies such as Napster-companies
that support a free exchange of music). Similarly, the
interviewee's 30-year-old brother, now seven to ten
years removed from the subculture, still buys punk
records because he sees validity in them not found in
much of mainstream music. Both of these [former]
participants grew up in a household similar to many
other participants in the punk subculture-households that value education and pro-active thinking.
The nature of the punk subculture forces its participants to embrace and throttle their educated backgrounds in order to challenge the ideals celebrated by
the mainstream -such as the maximization of
profit-that seem to face little opposition. In doing
so, the punk subculture creates worldviews in its
participants that stress active and creative consumption, an interest in thought-provoking art and music,
and an intense awareness of one's position in a

produce tennis shoes.
3

Records come in a variety of formats and
lengths. The term record is a general term to
describe any band's musical release.
Records come in full length albums, which
tend to be about 25 - 70 minutes long; EPs,
which tend to be about 3-5 songs totaling no
more than 25 minutes; and Singles, which
usually have only 1-2 songs. The most
common media format is the CD. Other
formats include the 12" record, the 7" record
(a.k.a. a 45), and a 10" record. Tapes, or
audiocassettes, are not as common as the CD
or the 7" -the two most common formats.

4

With the rise of online auction websites,
many participants have turned to these to
find rare records. Many records produced
by those bands most closely associated with
the D.C. subculture still sell across the U.S.
and even into other countries such as
Canada, the United Kingdom, and Australia.
Thus, it is possible that a person in another
state has a copy of the rare record and then
can sell it to a D.C. participant via the
Internet.

5

For the purpose of this discussion, I consider
the band to be an individual entity, even
though it consists of individuals with their
own personal ideologies and interpretations.
Further, bands (not individuals) are the units
that really create the basis for the subculture.

6

Some bands that do sign to major labels
have still maintained their credibility in the
punk subculture. As long as their music still
reflects the standards of the subculture both
musically and ideologically (as in, the topics
of lyrics or in the benefit shows that the
band plays), they suffer little alienation.

commodity driven society.
1

2

"Indie," short for independent, refers to a
dominant faction with the punk subculture.
Generally, "Indie" bands are known to
produce a more intricate and less angry style
of music in comparison to the "hardcore" or
"punk" bands within the subculture. Much
of my research involved participant
observation within "Indie" circles of the
general punk subculture.
According to one interviewee, the punk
subculture wears such brands of tennis shoes
like New Balance and Saucony because they
often do not use leather (many participants
in the subculture are vegetarian or vegan)
and because they are produced in the U.S. not in foreign countries where "sweat shops"
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This lack of thoughtful consumption is
particularly relevant to the music industry in
which commercial radio and MIV strongly
influence music consumers. The
mainstream generally embraces widely
known musicians that sell millions of copies
of records.
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